1 Sections of Kirsty Duncanson's contributions were originally delivered at two 2002 conferences: 'Opening Law, Law and Society', Wollongong, and 'Mediating Law: Law and Literature Conference'. The paper was presented in its current form at the 2003 Institute for International Studies Workshop at Lake Macquarie. Thanks to all those who commented, and in particular to Paul Allatson for his contribution to the introduction and planning of the paper, and for acting as discussant at the IIS Workshop. 2 Sir Walter Scott, Marmion: A Tale of Flodden Field, 1808, canto xi verse 17. 3 The AFI (Australian Film Institute) genre is a term used to refer to films that emerged after the federal government tax assistance scheme was introduced to encourage local film production. Films such as My Brilliant Career (1979 ), Breaker Morant (1980 and Gallipoli (1981) , which were high production quality period dramas that celebrated a particular type of Australianness, and addressed what Dermody and Jacka refer to as 'the riddle of national identity', belong to this group. racist Australia which events such as the rise of the One Nation Party, the Tampa incident, debates over saying 'sorry' and the detention of refugee children, produced. In a documentary feature accompanying the special edition DVD-The Nature of Lantana- the actors themselves talk of Lantana in terms of its egalitarian direction and writing, noting the 'quite different Australian experiences' (Lantana [DVD] 2002) that are reflected through the intertwining connections and coincidence of the narrative community. The film, moving quickly from a few art-house cinemas to many multiplexes for many weeks, struck Australian audiences, critics and award givers as a good film about ' basically good people', people that rang 'brilliantly' true (ibid). Moreover, its success as an international film produced a range of responses to Lantana, some more rooted in the forms of Australian identity it conveys-others passing these by to find tales of everymen and women with unanchored and possibly timeless resonances of beleaguered straight relations in a (largely) white country. This paper argues, however, that it is possible to read the film as producing a fantasy of a 'good' Australia and, at the same time, conducting a filmic regulation of what constitutes Australianness. In many ways the imaginary of Australia offered in this film, to its contemporary, urban, professional and intellectual elite audience, still draws on and (re)produces a vision of an Australian community that uses the same narrative framework as the cruder discourses of 'white Australia' offered to an earlier generation of cinemagoers. In Ghassan Hage's words the 'good Australian nationalist' shares much the same vision of Australia as the 'evil white nationalist' from whom those belonging to the former group confidently distance themselves (Hage 1998) . Dominant narratives of Australia, which have explored ideas of belonging, community and nation have drawn on ideas of ethnicity and land to shape them. The vision of the bounded Australian nation (as island continent) that must be protected from a potentially 'swarming' external foe and an oscillating vision of an infant like/warlike 'internal' Indigenous population, who also needed to be controlled, have dominated national discourses for a century. This film's central motif of the lantana bush, the out of control weed, that is known as both foreign and local, once loved for its vivid pink and yellow clusters of flowers, now despised for the colonising tendency of its interlacing branches, is emblematic of this historical Portal Vol., 1 No. 1 (2004) tension. Lantana self-consciously maintains this tension about the local and the foreign at its core. The ensemble cast, which includes well-known actors who are considered as to be 'anglo', 'ethnic' and 'Indigenous', are presented, in many cases, as entirely unremarkable within the world they inhabit. The film plays with Australian audiences' understandings of themselves as 'heir to' a history of racism. The use of notions of ethnicity in this ironic and self-reflexive way suggests a maturity of response by the audience: any remaining potential for racism is understood and under control-we know how to be good mutliculturalists.
In contrast, the trope of sexuality in Lantana provides the real sense of edginess and anxiety about belonging. It is in this arena that the film sets up an idea of danger andless self-consciously, and in the end more aggressively-marks out who is and who is not part of the community. A familiar vision of Australia as a heterosexual nation, whose citizen's duty is to increase the 'white' population through reproduction, haunts the film.
In this context the motif of lantana signals an ambivalence about difference and the exotic. Lantana is both desirable because of the difference in its attractive Latin looks and repulsive or feared because of other qualities inherent within its difference: a refusal to behave and a propensity to get out-of control, spread and potentially takeover. The film here explores desire for a taste of the other (a gay man, a newly separated woman, a Latin dance teacher). However, these fantasies are in the end emphatically shut down. The film ends by producing a vision of subtly normalised hetero, mono, familial (though not necessarily happy) forms of desiring, loving and reproducing in contemporary Australia. Felicity Collins, reviewing the 2001 AFI Feature Film Awards, indicates the ways in which Lantana appeals to both Australian and international audiences, pointing to the film's milieu as a construct built of 'recognisable Sydney habitats, from the inner-city renovation to the suburban double brick or weatherboard bungalow, to the architect designed bushland retreat', while at the same time stressing its marketability 'as a genre film featuring billable names' (Collins 2001, p. 20) . Building on Collins' focus on the contrasting home settings that the film uses, Lantana is perhaps best described, in real estate terminology, as 'deceptive'. As a murder mystery, the film is deceptively simplea whodunit where nobody did, an American psychiatrist, struggling with personal Appadurai's idea extends Benedict Anderson's notion of the 'imagined community' to 'imagined worlds'-a useful way of 'indicating how the globe has "shrunk"'(ibid p. 12), fitting the whole world into the paradigm of the nation. The motif of lantana (an import from South America), the now at home second generation Italian-Australian family and the Latino dance teachers signify this ethnoscape.
The film is, however, obviously set in a globally recognisable Australia and, for a Through its structure, the film also encourages its viewers to be drawn into an idea of themselves as part of this new and 'good' Australia. As Mark Freeman notes, the film is organised in terms of a 'multi strand narrative [that provides for the] delicate interweaving of plotlines and characters to form a larger scale mosaic' This mosaic structure can lead the viewer to experience the film in terms of a 'community's experience' (Freeman 2001, para. 1) . This community feeling is built up through the connections that are slowly established between characters from different strata of the city. The resulting texture has a patterning, a paralleling which occurs in terms of the characters' lives as couples within a wider community, a community that extends outward to include the audience itself, giving 'the sense that this is not one particular person's experience and therefore removed from my own' (ibid). The idea of community and connection is also reinforced by the (local) audience's knowledge of the actors who play many of the characters. They are actors who are part of the 'national community', known for roles in many different productions about Australia and Australians.
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As Richard White's book, Inventing Australia, demonstrated nations (as culture) are always under construction and always contested (White 1981; Kaplan 1997, p. 32) . Homi
Bhabha also notes national culture is 'always [in] a process of hybridity, incorporating new "people" in relation to the body politic, [and] generating other sites of meaning' (Bhabha 1990, p. 4 
Towards Better Homes and Gardens -The Place of the Exotic in Suburban Marital Design
One of the key spaces where a regulation of Australianness takes place in the film is in the subtle, and mostly unacknowledged, hetero-normativity that marks Australian belonging. The couples are measurable, within the film's value system, in terms of their ability to achieve or mimic a gendered heterosexuality, especially with regard to their familial roles. One of the couples (John and Valerie) blamelessly fails to achieve the goal as the result of a grief from which there is no recovery. Another (Sonya and Leon) teeters on the brink because the man in the couple is unable to overcome the emotional limits of blokey-Australian masculinity. Patrick, the unsympathetically portrayed gay man 'fails' not only because he eschews the heterosexual option, but also because he hangs around the edges of another family, as if drawn to the light. Jane, more than estranged, strangely
Portal Vol., 1 No. 1 (2004) detached, represents a similar threat both to Leon and Sonja's marriage, and to the happy family next door as she revels in leading all on a merry dance.
The film offers a solution for those who are failing. It is possible to learn the steps to passionate heterosexual happiness. In the film the characters that teach you the steps are 
Backyard Blitz: Time to Get Rid of Unwanted Pinks and Painted Lady Chrysalises
The search for passion, encouraged through a flirtation with an unknown is also dangerous. As the eponymous plant signifies there is the problem of what do with the exotic after its introduction. Lantana is a film that seeks to demonstrate the tangled and often choking effects of relationships. In doing so it draws on discourses that have long underpinned ideas of Australianness-ideas of an 'Other' who when taken into the home, threatens to take over and destroy it. In a similar vein, in the DVD documentary there is a need to state overtly that no moral judgement is made about Jane having an affair, while it goes unremarked that a male character is doing the same. In fact, Jane O'May has separated from her husband before embarking on an affair with a man who remains married. Leon Zat, still very much married with kids, is discussed, in the DVD supplements, not in terms of his the morality of his sexual decisions, but in terms of his vulnerability to judgement. It is not even conjectured that he might be judged as an 'affair driven slut' as actor Kerry Armstrong described Jane. Rather, our judgement of Leon is forestalled as he is the character on a journey in this story-the character who learns from his mistakes. It is Patrick and Jane, representatives of a sexuality not ordered by monogamous heterosexual desire and reproductive imperatives, who worry both cast and audience and threaten to lower the tone of the neighbourhood. It is these challenges to the established order that , like lantana creeping up, need to be trimmed, hacked, uprooted and left to whither.
Writing of the outback's inherent resistance to colonisation, Hage connects this "'undomesticisable remainder" even within domesticised spaces ' (2003, p. 51 ) with a sense of fragility which he locates within the Australian colonial psyche:
Awareness of one's fragility is usually considered healthier psychologically than denial of it, and it could be argued that this awareness has helped shape some of the better aspects of traditional Australian culture, including its trademark self-deprecating sense of humour. However, when it is added to the nationalist drive to 'domesticate everything', it transforms into the anxiety vis à vis undomesticated 'cultural otherness' which has marked the Australian psyche from the very beginning. (ibid p. 52)
The anxieties inherent in the lives of Lantana's couples indicate that it is possible to locate the problematics of cultural otherness somewhat closer to home than might be imagined, as a projected form of endogenous worry, the great white fear of 'going bush' which characterises a persistent uneasiness with the unresolved colonial enterprise.
Equally of note, however, is the extent to which domesticisation, and in particular the 'risk-taking and excessive sexual activity' as 'a way to numb the pain of loss'. 'A consequence of this behaviour', he writes, quoting from Staudacher, 'is that all sorts of other emotions, including fear, will not be expressed and that the man is much less likely "to exhibit genuine compassion towards others"' (Boulé 2002, p. 73 ). Leon's affair with Jane, although it is questionable what might count here as 'excessive', certainly represents for him a combination of risk and sexual activity. Yet, rather than the result of his grief for a loss, in his case, the sequence of events seems to be awry: his sexual risk creates rather than arises from the possibility of loss-the loss of Sonya who 'might not be home' when he returns; while the inability to express compassion seems to be at the very heart of his crisis in masculinity.
It is through a series of set pieces-all involving Leon and the other men-that the issue of masculinity, heterosexuality, and being a husband are explored within the context of men want to cry at some point, his blokey full stop to the conversation is 'Yeah, but you don't'. Central to this film about learning to 'dance' is a character whose crisis in masculinity and return to monogamy results in him punishing himself and all his 'others'
for his real and potential grief.
Conclusion
Lantana's 'fumbling' (Freeman 2001, para. 7) attempt to trim back the narrative and thematic shoots which had threatened to suffer all that was great and good throughout takes the form of a closing coda, with which each of the characters' rightful place in the greater Australian scheme of things is assigned. Claudia gets her man, John stares at the coast, Jane dances alone with drinks and a 'ciggy' while Nik and Paula picnic with kids,
Patrick is left out in the rain-the exotic has been exorcised, the values of heterosexual, marital belonging in the Australian community is reaffirmed and all is well in the garden. appearances successfully joined at the groin this time round. Yet, while Leon only has eyes for Sonya, his romantic gaze is never met. Sonya, more resigned than reconciled, instead averts her attention, refuses the easy resolution just as she shook her head moments earlier as her husband struggled with the wrong words of atonement ('I don't want to lose you'), words which suggest that his emotional journey is not yet complete.
Their marriage, centrally positioned amidst the narrative entanglement as the epitome of modern Australian belonging, has been choked by the excessive vigour of the introduced exotic. Taking on that great emptiness that so terrified Valerie, it can be understood according to the tradition of the great nothing of the Australian landscape-the nothing so vast it kills. But this time, in the film, the nothing has been held in the figure of an exotic that has spread to become a weed so pestiferous in Australia that government scholarships are offered for its control. The familiar narratives shift, and the lantana plant can be read itself as another layer of white Australian law imposed on the landscape, imagined as overwhelming, in constant conflict with itself, self-consuming. The body of lantana regulates the gender and sexual laws that underwrite the community of the good neighbour in ultimately familiar ways. For all its engagement with traditional white Australian narratives, the film Lantana suggests a new problematic strata of regulatory law-making on the imagined white Australian landscape.
